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RUMINATIONS ON SECRET CHIEFS 3 

TREY SPRUANCE 


Though we take this as a good sign, our recent lapse into a disregarding 
attitude toward the sophistication of our own musical mechanisms has 
been seen by some to be a lamentable development. Truth told, these 
days what we really care most about is whether or not children will 
dance around insanely to our lavish and overblown productions. There 
are definitely plenty of interesting “adult” things to be noted beyond 
this, but experience has shown that it’s better to leave most of those 
details to people already moving somewhat parallel to our mad beacon. 
We risk boring everyone else to tears. 

The thing about Secret Chiefs 3 that’s probably most worthy of 
broader consideration is the fact that the sophistication of the composi¬ 
tional approach, which under normal circumstances would be consid¬ 
ered extremely rarefied and “highbrow,” has slipped beneath the radar 
to a surprisingly warm reception by the “masses.” What passes these 
days for this term “masses” is debatable, but we find its rootless, 
sceneless, non-identity to be far and away the best place to remain 
“invisible.” Especially for a music employing certain largely abandoned 
rigors of technique, and which therefore feels forced to concoct its 
productions in barely accessible mountaintop laboratories. 

It should be pointed out that Secret Chiefs 3 is lacking in all 
post-Aristocracy funding, any academic support of any kind, and has no 
credibility in American and European avant garde circles (even less so in 
the “rock” circuit). Meanwhile, for ten years running, the aforemen¬ 
tioned “masses” have been receiving copious doses of polytonality, 
tetrachordally exploded harmony, micro-tonal monophony, non-metric 
“swung” readings of meters like 19/16, and utterly anarchistic through- 
compositions from us. It’s a wonder SC3 has any friends at all in the 
world, especially since we persist in open defiance of the kind of 
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“wow... complicated” non-aesthetic of prog-rock gymnasticism that 
has somehow recently become acceptable. Probably the key to our spot- 
ty-but-permanent standing on this earth can be found in the one place 
where it matters: the music itself. And this is only right. Why we’ve gotten 
away with what we have is a matter of some debate, but for sure there has 
been little enough controversy to the average ear that the music has 
somehow gotten by on a basic and general musical “appeal.” That’s sur¬ 
prising, everything considered. We were actually once even proud of it. 

That’s because with self-sufficiency comes a certain brand of 
arrogance. For over ten years we’ve been building our fortress and 
answering to no one , which seems an enviable position to be in, to be 
sure. It’s both a blessing and a curse, and will surely stay that way. In the 
meantime, we are not so blind as to overlook the brilliance of many of 
our peers and mentors. But we do confess to being sharply at pains 
lamenting the absence of any kind of a modern-day Adorno who could 
lucidly scrutinize the deeper dimensions of things musical. We’ve there¬ 
fore decided that it’s only healthy for us to litmus-test for good and bad 
musical omens in the reactions of four- and five-year-olds. As critics go, 
they seem to be the most informed. Those of our readers who ducked 
that barely veiled broadside are invited to take no heed of our ensuing 
polemics, as we, like they, are a good-humored lot. But it’s fitting to give 
the gentle warning that, due to our seclusion, isolation, and bloodily 
earned self-sufficiency, we have acquired the habit of holding nothing 
back when dealing with others. 

Into the Fire Threefold 

Serious people always learn sooner or later that they only hurt their 
already-strained public image by focusing too much on what they are 
actually trying to say. So as a mercy to the reader we will limit the discus¬ 
sion to some ramifications of a central facet of our musical 
weltanshaung , something that might actually be beneficial to share with 
others. Then, after that, we will let our guard down and go haywire as a 
filament of the Electromagnetic Azoth comes ungrounded. But first this: 

Culture is derived from Cosmology. 

I can’t seem to find a less pretentious sounding way of saying 
this, so I’ll just blurt out that the music we make is rooted in 
Plermeticized Pythagorean cosmology. 1 Some people understandably get 
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1. For sure we mean the Pythagorean and 
Hermetic Mysteries according to their 
“monotheistic” interpretation. Not that 
we wouldn't happily admit that 
Pythagoras as understood by the pagan 
Iamblichus has been a major perk on our 
compass toward the theurgic possibilities 
ot music. And the Pythagorean Plato of 
Timeaus and the Myth of Er and various 
musical allegories in the Republic (see the 
marriage allegory) are fundamentals. But 
the whole range of subsequent figures like 
al-Farabi, Fabre d’Olivet, ’Abd Al-Razzaq 
Lahiji, Marsilio Ficino, Da’ud Qaysari, 
Avicenna, and Shaykh Ahmad Ahsai tilt 
our scale inevitably towards the monothe¬ 
istic understanding. By the way, it may be 
more accurate to say “Pythagoreanizcd 
Hermeticism,” but who can be sure of 
these things? 

2 . Even with a cursory pecking through 
the endlessly rewarding works of Henry 
Corbin, one can’t miss the cosmological, 
philosophical and Illuminist doctrines of 
Shihabuddin Yahya Suhrawardi speckled 
throughout. Suhrawardi’s essential piece, 
Hikmat al-Ishraq, is a central work, very- 
dear to us. His Visionary Treatises will 
seize the poetic imagination more immedi¬ 
ately. Hayakal al Nur has also been central 
to our interpretations. John Walbridge’s 
works on Suhrawardi, while good for 
technical and historical details, tend to 
refute the “better angels” of the Master, 
present in the way he is interpreted by his 
own school of llluminism (surving to this 
day), as well as by Corbin, Nasr, and oth¬ 
ers close to the fire. So where topics out¬ 
side of formal logic and history are con¬ 
cerned, we take Walbridge with less than a 
grain of salt. On a related note, we wish to 
thank our good friend Wahid Azal for his 
beautiful unpublished translations ol 
Suhrawardi’s prayer book, Book of Hours. 

3 . See in particular A. Shiloah, ” L’epltre 
sur la musique des Ikhwan al-Safa ,” in 
Revue des Etudes lslamiques 1965 and 
1967, also the lengthy section on the 
Ikhwan al-Safa in S.H. Nasr’s indispensi- 
ble An Introduction to Islamic Cosmo¬ 
logical Doctrines, l.R, Netton’s Muslim 
Neoplatonists: an Introduction to the 
Thought of the Brethren of Purity, 
Farhad Daftary’s The Ismailis, and the 
section on the Ikhwan al-Safa in Joscclyn 
Godwin’s Music, Mysticism and Magic. 
Rumor has it that a translation of the 
whole Rasa’il into English is being pre¬ 
pared in a secret dungeon at this time. 


the impression that we have a fascination with 
Arabic culture. This isn’t accurate. Definitely our 
cosmological framework has been inherited from 
Pythagoras via Suhrawardi 2 (the most lucid of any 
post-Neoplatonic sages), as well as the Ikhwan 
al-Safa, 3 while quite a few elements of the 
Pythago-Hermetic musicological/Philosophical 
tradition as they have been developed in the 
West also find their way in. 4 Nowhere in SC3 
music is there an 


abiding fixation on 
any one culture, or 
even plurality of cul¬ 
tures, disconnected 
from the cosmologi¬ 
cal subject at hand. 
The heart that pal¬ 
pitates in distress 
over culture issues 


1 . Most blatantly, the Sephcr Yetzirati 
guides the final redaction of our schematic 
of “bands” and the distribution of motifs 
therein, esp. in Gra. version, which,,liter 
one gains some some maturity toward it, 
can be seen to accord profoundly with cer¬ 
tain deeper elements in Tarot, esp. relevant 
in the P. FI Case version—though none of 
this is directly related to the elements of 
acoustic harmony under discussion. Other 
works —Kircher, Ficino, Fludd, o-thers 
(brought up later) —are referred to for 
peripheral supporting material, although 
we consider some works of Guenon, 
Burkhardt, and Evola, especially the lat¬ 
ter’s Hermetic Tradition, to be every bit as 
useful for that, if not more so. 


of the moment can 


rest assured that SC3’s music sounds just as 
“foreign” to the average Arab as it does to the 
average American. We invite anyone to test this 
thesis and find it to be true. Another thing we 
encounter quite regularly is a certain positivis¬ 
tic/neo-liberal attitude from some well-meaning 
people who very much expect to find an ecu¬ 
menical sentiment beneath our music, something 
that perhaps tries to resolve theological/cultural 
conflicts of the world with some kind of socio¬ 


musical “all are one” syncretic philosophy. They 
will certainly find no trace of that in SC3 either. 

What they will find is that SC3 represents 
a simple, striving agency of a gnosis of Light, as 
something we know to be accessible to mankind 


with music playing a pivotal role. Through great diligence, inspiration, and 


effort, this aspect of what we try to do may in fact touch something that 
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certain classes of musicians the world over may recognize that they hold in 
common. But that would be another discussion. We don’t want to leave the 
impression that we arrived at our particular expression in some vacuum, 
some secret underground vault in America where surfboards and Templar 
treasure are stashed, together in a great big neocolonial mirage. So here is a 
brief outline of the roots of our activity. 

As indicated, we try to to tilt the best beacons of the Pythago- 
Hermetic musicological/Philosophical light of tradition toward our music, 
and it is undoubtedly the most recent expositor of great coherence, 
Suhrawardi (b. 1152), who has indicated a walkable path for the 
musician/philosopher of any clime or age that can lead to a workable life-pat¬ 
tern, with certain Pythagorean fundamentals being of central value in the cre¬ 
ation of an actual music. In recent times, when thought of at all, these things 
tend to be just sitting in preservationist repositories, where they are revered 
but still considered arcane and musically inaccessible enough as mathematical 
problems to rot there along with all the other “obscure and outmoded” ideas 
of antiquity. Past that, the Harmony of the Spheres has been persistently sub¬ 
jected to a naive popular consensus rendering it as little more than a primitive, 
inaccurate proto-solar-system model, and certainly this dismissal also ham¬ 
pers any understanding of its basic property as map of the microcosmic soul, 
with its correspondences to myriad aspects of the universe. Feeble-minded 
prejudices like this have been permanently overcome in recent works of great 
theoretical import, but have so far not been addressed much on a practical 
level, at least in a creative musical sense. 5 

Having skipped the entire post-Ghazalian 
chapter in the development of human thought and 
action, I believe we modern musicians have many 
essential and fundamental things to gain as to 
method from Suhrawardi in particular. By way of 
parallel and perhaps direct connection, there is cer¬ 
tainly a fantastic and intimidating example of the 
infinite richness opened up by these processes, 
right here and now, in the total commitment 
required of the philosophical/musical/cosmo- 
logical human being by Dastgah systems in 
Traditional Iranian music. 6 Consider Corbin: 

“Among all the mystical traditions we deal with in comparative religion, 


5 . The best being Alain Danielou’s Music 
and the Power of Sound: The Influence of 
Tuning and Interval on Consciousness. 
Joscelyn Godwin’s more readable and 
more western-oriented Harmonics of 
Heaven and Earth and The Mystery of the 
Seven Vowels are also excellent. 

6. If the evidence of the ears is not enough, 
there is an accessible work in English 
called Persian Music A Study of Form and 
Content of Persian Avaz, Dastgah & 
Radif, by University of Utah professor 
Lloyd Clifton Miller. While not flawless, 
at 515 pages, packed with good technical 
information and some very good overall 
contextualizations, it’s by far the most 
thorough book in English on the subject, 
and should be much appreciated. 
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Persian mysticism stands out as having always tended towards a musical 
expression, and as finding its complete expression only in music.” 7 Even as 

moderns simply seeking out some idealized con- 

7 . Henry Corbin, The Musical Sense of cept of OUr Own Quadfivium, DaStgah should 

Persian Mysticism , p. 231 in The Voyage 

and the Messenger: han and Philosophy. encourage, as it proves by its very existence the 

persistence and solidity of everything from the 
nuts and bolts of the principles we’re referring to, to their goal of the 
unfoldment of consciousness in Illuministic Theoria. 

Again, we claim no direct traditional musical knowledge of any of 
the cultural expressions that are rooted into the Pythagorean formulas, but 
over many years we have deeply confronted many of the musical/philo- 
sophical problems and principles presented by Pythagorean cosmology and 
its musically relevant branches, and, thanks to Suhrawardi and a few others, 
have definitely begun to make our own musical sense of them. Expressions 
of this can be found in our music in a few different ways: 

1) As organizing principles behind every expression and intent, 
placing even our essentially dim-witted surf-rock concepts of Western-tem¬ 
pered harmony in a certain “justification”; which extends also to the more 
contrapuntal filmic orchestral-scapes we’ve had the audacity to attempt. 

2) In determining scales and rhythms used in the more “folkloric”- 
sounding end of our musical spectrum, compositions which, as natural as 
they sound (perhaps a welcome result of employing the principles under 
question!), are strictly bound by various tonal correspondences with the 
other traditional properties or attributes. A proprietary Neo-Pythaogorean 
system of tuning is adhered to rigorously. The instruments capable of 
accommodating the tonal specifics here employed include the saz, tar, vio¬ 
lin, viola, esraj, sarangi (all players having adapted to the proprietary tonal 
system), casio AT-60 (“AT” for Arabic Tuning, which is actually 100% 
adjustable, unlike nearly all of the more “advanced” synthesizers), propri- 
etarily intonationally modified bass and guitar, and an arsenal of other 
pitch-modifiable instruments. It is a great testament to the ability of the 
players involved 8 that they are able to adapt to the system and “own” this 

material. Simultaneously these fine folks are 

s. Eyynd Kang, Timb Harris, shahzac! expected to find the natural “pocket” in what 

Ismaily, hlena Dorortei, Rich Doucette, Jai 1 

Young Kim. can initially strike some as dizzyingly bizarre 

9. ches Smith, Danny Heifetz, william meters. 9 The material under this umbrella is 

Winant, and Shahzad being real heroes to 

handle this madness as they have. naturally the most fundamentally and organi- 
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cally related to the Pythago-Hermetic presence — Dastgah it isn’t, but it’s 
not exactly baloney, either. 

3) Last, in the dimension of the more challenging musical “esoteri- 
ca” we occasionally indulge in, the cosmological principles under discussion 
actually go so far as to micromanage nearly every musical detail, often in an 
almost serial manner, but employed in an intuitive way We don’t feel that 
the creative moment is hampered by this kind of “serialism” because of the 
elasticity of the fascism required to maintain it. It’s really not unlike the way 
a learned Magus would seriously approach the Tarot trumps. With great 
knowledge of the symbols and the mnemonic system inherent to that 
arcana, yet also with a clear enough mind to follow where the infinity of 
interlocking associations are actually leading , he would indeed follow and 
not lead. By a corollary of this process, we stumble upon musical items that 
are unmistakably-relevant-to-our-project again and again. It can’t be argued 
that we unfold these things by any other means than a flatly “anarchistic” 
or “divinatory” method (informed at every turn by principles we’ve been 
discussing). Thus, their eventual incorporation into the whole is usually a 
matter for retrospective composition, all of which is done according to the 
broader organizing principles referred to in example 1. 

Now, the “anarchy” we refer to is actually very consistent with our 
feeling for the strange and beautiful special effects released by equal tem¬ 
perament itself, which we consider on the whole to be a sort of very beau¬ 
tiful mirage. This is a necessary (and liberating) viewpoint. Many contro¬ 
versies have arisen over temperament. Since the entire range of musical 
experience falling under the umbrella of equal temperament is literally 
divorced from acoustic Reality, with pretty much all of Western music help¬ 
lessly following suit, the tendency here is always going to be a despairing 
one, no matter whether one is on the offensive or defensive over the subject. 
But we still feel equal temperament has, despite convincing criticisms to the 
contrary, 10 a real possibility for validity as a “tonal” music. We believe this 
possibility lies in the direction of the conscious 
fashioning of musical “images” in composition, 
not unlike the way the painting of religious Icons 
or use of calligraphy in illuminated manuscripts is 

understood. We have been trying to take things in this direction (again 
inspired by Suhrawardi and Corbin), as opposed to trying to participate in 
musical Realities by haphazard guesswork and good intentions that have no 


10 . Not just convincing, actually. In¬ 
escapable. See Danielou, pp. [21-134, also 
94-m. Should be required reading for all 
serious music students. 
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real hope for success. Certainly there is a danger in mistaking the produc¬ 
tion of these images for participation in musical Realities, and that would be 
pure error, and fertile ground for the spreading of more post-modern virus¬ 
es (part of why we classify most of the music we do in the area of Western 
tonality under the alchemical icon of the Peacock). But they can certainly 
also be approached the same way Orthodoxies approach the use of Icons 
and Calligraphy: in this way it becomes incumbent upon us to orient our¬ 
selves correctly in relation to these images, and by extension to the 
Realities they represent, which is the whole point, in order that we may 
overcome the “idolatry” that is so likely when a tonal system is divorced 


from acoustic Reality. 

Here we have too little time to go into the specifically musical 
aspect coming into being under a keen unfold- 


11 . “...The authentication of prophetic 
visions and of perceptions of the suprasen- 
sible requires a third faculty of knowledge, 
lying between sense-perception and pure 
intellection of the intelligible world. This 
is the reason why such importance is 
accorded to imaginative consciousness and 
to imaginative perception as the organ of 
perception of a world which is peculiar to 
it, the mundus imaginalis (’alam al-mithal); 
and at the same time, in opposition to the 
general tendency of the philosophers, this 
organ is acknowledged to be a pure psy¬ 
cho-spiritual faculty, independent of the 
perishable physical organism.” Henry 
Corbin, History of Islamic Philosophy , 
(Kegan Paul/Institute for Ismaili Studies: 
1993), p. 56. 


ment of the Imaginal function, and how any sub¬ 
sequent entry into the world of the visionary 
Realities, Suhrawardi’s ’alam al-Mithal, Corbin’s 
Mundus Imaginalis, n instantly reveals the appari- 
tional nature of things below it, at the same time 
as re-epiphanizing them, or redeeming them, .by 
finally allowing their participation in the chain of 
being to become active from gaining knowledge 
of their actual situative place . 12 

Now, we don’t pretend to be making a 


12 . In light of this consider lambhchus: 
“There is, also, an alliance in these sounds 
and melodies to the proper orders and 
powers of the several Gods, to the motions 
in the universe itself, and to the harmo¬ 
nious sounds which proceed from the 
motions. Conformably, therefore, to such 
like adaptions of melodies to the Gods, the 
Gods themselves become present. For 
there is not anything which intercepts; so 
that whatever has but a casual similitude 
to, directly participates of them. A perfect 
possession, likewise, immediately takes 
place, and a plenitude of a more excellent 
essence and power. Nor that the body and 
soul are in each other, and sympathize, and 
are copassive with the melodies; but 
because the inspiration of the Gods is not 
separated from the divine harmony, but is 
originally adapted and allied to it, on this 
account it is participated by it in appropri¬ 
ate measures.” Section II, chapter nine of 
The Mysteries , Thomas Taylor translation 
(San Diego: Wizard’s Bookshelf, 1997). A 
lot more could (and will) be said on this. 


Sacred music by any means, but we do find fit to 
mention that we embrace Western harmony fully 
according to the above understanding of its 
“place,” particularly in order for it to cohere and 
symbolize with the previously discussed dimen¬ 
sions of our Work, and therefore, by extension, 
with the acoustic Realities themselves. Thus, in 
the micromanagement details of this third catego¬ 
ry of our method, we are not applying our princi¬ 
ples very often to pitch and rhythm, but rather to 
the organization and distribution of motifs, the 
generation of arrangements and devices such as 
retrogrades, inversions, pivot-sequences, and cer¬ 
tain aspects of articulation, etc. Fluidity in this 
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aspect is where study of some of the later, utterly brilliant gnostically mind¬ 
ed (even some just technically minded) musico-theoretical adaptors has 
been helpful to us. Names especially pertinent are Messiaen, Bach, Fabre 
d’Olivet, Ligeti, Slonimsky, Scelsi, Kircher, Part, Fludd, Debussy, and, 
recently, Zorn. 

Finally, these three different “modes” of implementing the cosmo¬ 
logical picture under consideration are orchestrated into a generic whole, by 
the splitting of SC3 into seven different “bands,” assigned to developing the 
different harmonic (sometimes in the broadest sense) functions indepen¬ 
dently, or in certain collusions having to do with the movement of motifs 
between “bands,” according to a grander geometrical schematic. 13 These 
things are quite exactingly executed, in fact, and it 

13 . Barely touched upon in note 4. 

would definitely take a whole book to explain 

everything involved. What a bore that will be. But we’ll probably have to 
do it eventually. 

In the meantime, please feel free to enjoy the following outburst. 
This is a Libretto and psychotic ejection from the Electromagnetic Azoth 
(one of the “bands,” the one under the Peacock, in fact). It is an elaborate 
staging on the Theatron Animatronique of the lesser imagination, com¬ 
posed just for ARCANA. May the microbes of the marvelous now over¬ 
take the proceedings. I give you: 

Nabataean Agriculture (in Five Short Acts), by The Electromagnetic Azoth 


CONFESSIO: 

I used to hover in uncertainty. Approaching the indefinite in my ascension 
to the vague, my gut feel was that a pluralistic survey would convene at 
some point to approximate the Truth. It was a pathetic kind of idealism. 
Better than the Theosophical sort, but still ... such a nausea. Such a cop- 
out to the pandemic virus of post-Enlightenment darkness, to wake up 
every day knowing you are just another carrier pigeon for the fleas of the 
Black Plague. Every direction feeble, each destiny all too familiar. Later on 
and by the mighty audacity of discipline, a hurricane named “Will” began 
to form in the toilet of my regrets. It was a standing bog filled with pre¬ 
mature certainty. Yes, but a bog at least somewhat freed from the micro¬ 
bial determinism of the phages of desire. At first my arms were too short 
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for my hand to grasp the handle, and for a long time the suicidal gesture 
that sets the elements in motion remained unaccomplished. Like most nat¬ 
ural disasters, however, the chaos of this hurricane turned out to be good 
for the crops—most of my personalities didn’t even realize there was a 
drought before the deluge. It wasn’t until everything was flushed out to 
sea, and the multiple faces were all congregated in the belly of the whale, 
that the possibility of their synchronous prostration was even imagined, 
much less revealed as the compulsory act of Tawhid. I can only confess 
these things now because I have abandoned the scuba gear needed for this 
kind of delirium. Those capable swimmers who scour the ocean for 
irrefutable debris are more qualified, I admit. May the peripheral fog that 
engulfs every form and identity show its mercy to mankind. 


[Backstage preamble] 

GG: “This bullet was boared, hollowed out—going once, twice... 
a reverb chamber to abandon your desires in. The hollow- 
life-points explode bigger on the other side. Goddamn is that 
ever a long reverb. And it’s either a shotgun to the face or a 
Knock Knock joke. Ask Kurt... ” 

KURT: “Who’s there?” 

GG: “No, fucker, who’s on first? ... Right there, you’re dead.” 

(Swigs from bottle of whiskey, spits it out, and leans forward into 
Kurt’s face.) 

GG: “No, really. What’s on first? The Scumfuck or Nirvana?” 

BON SCOTUS ERIUGENA: (sensing tension) “Hey hey ... me 
and Courtney were planning a nice picnic by the pile of dead 
rockstar brains on third. Lotsa Crowleyheads out there in the 
left-field stands. (Picks up rifle.) For those about to cock 
[click] the cunt of this twelve-gauge into a twenty-two-letter 
birth trauma...we salute all such fan fuckers. [ BLAM] Now 
scoop those brains up and throw ’em into the crowd. Bitches.” 
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{Act 1} 


[CURTAIN] 

[Portrait artist is revising his work with painstaking precision as every new 
wrinkle forms on the face of his Eternal Subject.] 

PORTRAIT ARTIST: “I will simply have to be forgiven if I haven’t 
exactly been paying attention to what’s been going on in the 
‘underground.’” 

HIS ETERNAL SUBJECT: “Tell me about it. How is anyone in 
modern times supposed to service the Light unfolded in 
Theoria, and avoid being subsequently thrown to the lions 
of a sloppy, badly rendered, vague, and blatantly Genesis- 
derived-while-not-admitting-it pseudo-cosmology?” 

(Turns sideways in a stiff profile.) 

PORTRAIT ARTIST: (frustrated) “... I really do appreciate the 
empathy. But could you please stop moving around?” 

PORTRAIT ARTIST: (interrupting) “Didn’t Rabia carry a bucket 
to douse the fires of Hell in the one hand, and torch to burn 
Heaven in the other? And didn’t Hafez say ‘Stop Being So 
Religious’?” 

HIS ETERNAL SUBJECT: “The prerequisite to ‘Stop Being So 
Religious’ is to be too religious.” 

(Peering at artist in profile with one eye. He relaxes and shifts to a 
lounging position.) 

"... But by all means, paint your little pictures, you innova¬ 
tive little occultist, you.” 
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PORTRAIT ARTIST: (an angry silence) "... Music should be 
banned. Can you at least do something about that?” 

MADAME POMPADEUS: “Oh no, Mister! You must let my shit 
stink all the way to the high heavens!” 

HIS ETERNAL SUBJECT: “Whatever dagger may lurk under the 
clothing of you sheep, whatever vandalizing brush strokes 
emanate from the heart of you Judases of the Unseen, 
remember that the hand of God alone gave it power to act, 
even in error. So no.” 

MADAME POMPADEUS: (opening window) “Someone farted.” 

[An Easterly wind, spiced with Lavender and Cinnamon, blows in. 

Elephant-trunked Ganesha of the thresholds sounds horn on arriving East 

India Theosophical Line.] 

FRANCIS BACON: “Ah brilliant! I see the Caravan to the Abyss 
of Enchantments has arrived! I’ll be leaving you all forever 
now. Ta!” 

HIS ETERNAL SUBJECT: (rolling eyes) “See you on the Lebens- 
reform rebound, Swastika dick.” 

FRANCIS BACON: (to MADAME POMPADOUCE) “If 
Madame would like to join me beneath the duvet ...” 

MADAME POMPADOUCE: (flustered) “Oh really! That’s 
hardly appropriate. I’m barely even Indo-Aryan.” 

FRANCIS BACON: “No no, not at all, my dear! This is just yet 
another direction. A false, soft, pillowy dead end that you 
can fall into and hopefully go to sleep on. Nothing more.” 

MADAME POMPADOUCE: “Well, in that case ...” 
[CURTAIN] 


252 





RUMINATIONS ON SECRET CHIEFS 3 


VOICE OF MAX MULLER: “Dear dear audience, endure, 
endure. As every formal revision chokes the thrashing ser¬ 
pent of intuition down into a baptismal basin filled only with 
the tongue’s latest saliva, I promise to pull you up into a new 
world. Don’t believe it when my heart feigns ambivalence 
towards these subjects. Actual content has always been 
scribbled there in the margins of piles and piles of well- 
researched books, not in these self-conscious ejaculations 
that have found their way into print. The irony-free truth 
naturally sidelines itself in hand-jotted exclamations, yellow- 
highlighted paragraphs, and eagerly underlined phrases. Its 
other, more fanatical acts of ventriloquism are well-enough 
known. Look, here one comes now ...” 


(Act 2} 


fCURTAIN] 

MAX MULLER (visible now, seeming prematurely bald): “Should 
we laugh or cry that its only our money that declares with 
any confidence ‘In God We Trust’?” 

GG: “Receding hairlines betray previously masked hairline 
fractures from a primordial concussion. The wisdom of the 
wind tosses and tussles the range of concepts under a dark¬ 
ening toupee. One must finally crack the Umm al-Kitab for 
a formal revision of the Archetypes.” 

MAX MULLER: (turning abruptly away from GG) “Yeah, but I 
think that whole ‘Culture Is Derived from Cosmology’ bit 
was pure Scheifie.” 

BRUCE LEE: “ Like a finger pointing to the moon ...” (points 
at moon). 

(MAX MULLER stares at BRUCE LEE’s finger.) 
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MAX MULLER: “Bruce, if the Corpus Hermeticum came in three 
waves, Pre-Diluvial, immediately post-Diluvial, and finally 
in its familiar form—” 

BRUCE LEE: (smacks MAX MULLER on head) “Don't concen¬ 
trate on the finger! Or you will miss all the heavenly glory ...” 

(GG gets up, belligerent and violent.) 

GG: “Horses gallop through puddles on the Left Hand Path, 
splashing through psychisms and obliterating all non- 
sequitors on the dead run to the post-abyss.” (Sticks finger 
up to MAX MULLER’s nose.) “Preconception holds a ran¬ 
cid stench up to the nose of all aspiring deities, and reads the 
reactionary face of all nostalgic referentials like the dial of a 
digital clock.” 

FRANCIS BACON: “Which reminds me: how exactly are we 
faring in this culture of the moment, boys?” 

(GG puts on a wig sporting dangling, lice-infested dreadlocks.) 

GG: “I live on the tip of each fragment of the iceberg of monocul¬ 
ture, and piss thereof into the wind ...” 

(Drunkenly pisses; the others leave; stage darkens.) 

GG: (Soliloquy) “Unencumbered by the illusory comfort of ‘para¬ 
digm shifts’ and crop circles, I will sink fast with my beloved 
iceberg when it melts. For I have carved the uncarved know¬ 
ing full well that it remains ever uncarved.” 

[CURTAIN] 

VOICE OF KURT: “Taking energy and flinging it around in the 
Horizontal always shares the same end: no matter how many 
multicolored Christmas balls the sorcerer or scientist hang 


254 






RUMINATIONS ON SECRET CHIEFS 3 


from his filaments of discovery, they are all grounded in the 
superfluousness of the same circular movement... On this 
note, it becomes hard not to sympathize entirely with the 
existentialist castrati who inhabit the region of ‘futility,’ just 
south of the region of ‘idealism.’ But the door to ’alarn al- 
mithal 16 is always open, so... our sympathy for them 
should never run to Christie levels.” 


{Act 3} 


[CURTAIN] 

PORTRAIT ARTIST: “I see ... so the image of the artist himself is 
being demoted, to paean and image-lackey servitor of an 
Abyss-seeking civilization. Well, it hardly seems appropriate 
to motivate anyone to that end.” 

HIS ETERNAL SUBJECT (now bearing the appearance of JIM 
MORRISON): “You’re one to talk! You yourself are still 
seeking life-extension in the global neo-shamanic pharma¬ 
copeia. Hey, of course you are!—those rationalizing 
pyrotechnics of yours have since burned down the bridge to 
immortality; and the razor-thin asceticism that once sliced 
mercifully at your noble feet as you walked the path fell right 
down with it.” 

(MADAME POMPADEUX seems lost in thought.) 

MADAME POMPADEUX: (abruptly) “I know! Let’s go to 
the movies!” 

[ABRUPT CURTAIN] 

(Hijokaidan’s Wmdom blasts for two minutes at ear-splitting volume.) 
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{Act 4} 


[ABRUPT CURTAIN] 

MAX MULLER: “Why would they have far less trouble contex¬ 
tualizing the Apocryphal visions of a Jacob Boehme, a 
Suhrawardi, or even a Pythagoras, in these places where the 
state of mind is blatantly ‘intolerant,’ ‘medieval,’ and ultra¬ 
orthodox (as we are told), than we do here in the supposedly 
all-inclusive parameters of our modern society? Are we per¬ 
haps, while claiming a universal suffrage, wearing a far more 
sinister brand of intolerance and ultra-orthodoxy on our 
arms like a badge of great pride ...” 

BRUCE LEE: (rolling eyes) “Oh, what a bore to even bring 
this up ...” 

MAX MULLER: “... that of pure materia ... lism.” 

KURT: (to BRUCE) “Anyone who would dispute this self-evi¬ 
dent fact is even more of a bore, so to hell with you.” 

(BRUCE LEE pulls out a razor blade and quickly slits wrists, 
holding them up to Kurt’s face.) 

BRUCE LEE: (bleeding) “Drizzle Drizzle. It’s raining criticism.” 
(Pauses.) “And the limbo of pathological narcissism waits 
for us, ready to embrace even our most prominent adepti.” 

[Falls to the floor, laughing hysterically.] 

BRUCE LEE: “Hey, look! I’m guilty of defining my guilt!” 

MADAME POMPADEUS (looks down at BRUCE LEE, who 
is dying.) 
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[CURTAIN] 

VOICE OF MADAME POMPADOUCE: “Most of the things 
your senses perceive come from 

the sound of Gabriel’s wing ... you 14 - shihabuddin Yahya Suhrawardi, The 

Sound of Gabriel’s Wing, trans. W.M. 
are one of the sounds of Gabriel’s Thackston, from The Philosophical Alle- 

gories and Mystical Treatises : A Parallel 

Wing. ^ Persian-English Text (Mazda Pub, 1999). 

{Act 5} 

[Soliloquy of Scotus] 

[CURTAIN] 

BON SCOTUS ERIUGENA: “There are no ‘believers’ who are 
afraid of anything but God.” 


[CURTAIN] 

Fin 
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